The middle parts of a story don't always get as much respect as the beginning and the end. Even Rabinowitz's rules of notice privilege openings and closings; if we pay special attention to these marked elements of a text, is there a kind of 'unspecial' attention that we devote to the middle? Crago (1982) noticed that his annotations fell away as he became engrossed in the mid-stages of A Chance Child. I noticed the same phenomenon as I flagged my own personal reading of Dangerous Spaces (Mackey, 1993) . Victor Nell, hoping to explore deeply engaged reading, asked his participants to read at least the first 50 pages of a book to establish that they truly liked it before bringing it along for the research project (1988, p. 103 ). As we move deeper into a story, it may well be that the need to be continuously on the alert and to be actively making connections devolves into a more unconsidered kind of absorption and obliviousness, and a focus on the gathering momentum towards an ending.
Although this mid-to-later stage of engaging with a story is not as interesting to observe from the outside as the earlier stages of establishing the story world, it is often the part a person remembers in a large sense as the experience of the book or film or game. At least some readers find, paradoxically, that it is also the part of the story about which they remember the smallest number of particular details, which may indicate that they have engaged most aesthetically (in Rosenblatt's sense of in-dwelling) and least efferently (in terms of taking information away) with this section of the narrative. This phase of the experience of the story is where interpreters establish or fail to establish some payback for the effort of 'being out and stepping in'. It is helpful to the feeling of successful connection if there are positive ingredients in the experience: curiosity aroused and satisfied; surprise as an antidote to the repeated and the predictable; suspense and its associated emotions about the Meir Sternberg addresses the first three ingredients in that list, curiosity, surprise, and suspense, as the 'three master interests that constitute the universals of narrative ' (2003, p. 327) , and says they arise from the gap between the events and the telling.
Suspense arises from rival scenarios about the future: from the discrepancy between what the telling lets us readers know about the happening (e.g., a conflict) at any moment and what still lies ahead, ambiguous because yet unresolved in the world. Its fellow universals rather involve manipulations of the past, which the tale communicates in a sequence discontinuous with the happening. Perceptibly so, for curiosity: knowing that we do not know, we go forward with our mind on the gapped antecedents, trying to infer (bridge, compose) them in retrospect. For surprise, however, the narrative first unobtrusively gaps or twists its chronology, then unexpectedly discloses to us our misreading and enforces a corrective rereading in late re-cognition. The three accordingly cover among them the workings that distinguish narrative from everything else, because they exhaust the possibilities of communicating action: of aligning its natural early-to-late development with its openness to untimely, crooked disclosure.
(2001, p. 117, emphasis in original)
Whether or not Sternberg's three categories do exhaust the full possibilities of story and discourse, his large-picture account of readers' attention to gaps between the time of the events and the time of the telling does help to account for what fuels the interest of interpreters through the length of the story. Other theorists may help to fill in the smaller scale of actions that interpreters pursue.
Being in and moving through
Judith Langer's description of the state of 'being in and moving through an envisionment' sums up some of the sense of pivoting between understanding enough to move forward relatively effortlessly and not understanding everything so that there are still points to be curious about. 'In this stance', she says, readers are immersed in their own understandings, using their previously constructed envisionment, prior knowledge, and the text itself to
